when nineteenth-century Hebrew wri ters made use of Russian verbal conventions, they also necessarily adopted large portions of the Russian models [. . .] . Thus, the adoption of principles of characterization, scene construction and personal interaction coincided with the adoption of formal elements, either in their original form or via domestication procedures. In other words, together with the tools of description [. . .] I will try to show that this process continued until well into the twentieth century. As material I chose the works of two female Hebrew writers with a Russian cultural background-Elisheva and Leah Goldberg. The choice is motivated by the similarity between their biographies and their literary oeuvres.
Elisheva (Bykhovskaia, her maiden name was Elizaveta Ivanovna Zhirkova, 1888-1949; gentile), born in Moscow, and Leah Goldberg (1911 Goldberg ( -1970 , born in Kovno, both wrote Hebrew verse and Hebrew prose. Their talents were unequal but their literary inclinations were similar: both admired Alexander Blok and loved Anna Akhma tova, and tried to imitate the latter in their early works. Elisheva was the first, as it seems, to write a longer essay on Akhmatova in Hebrew; Goldberg dedicated an article to Akhmatova some years later.
3 Both also wrote on Alexander Blok, 4 trying to understand the secret of his magic influence on their souls. Each of them wrote a novel which is centred around the intelligentsiia, including the Jewish intelligentsiia. As the settings of their novels they chose the largest European city of a fateful period: in Elisheva's novel Alleys (Simta ot, 1929) it is Moscow at the end of the NEP period, in Leah Goldberg's Losses ( Avedot, written in the late 1930s and published from archival materials in 2010) it is the Berlin of 1932 and 1933. It should be noted, in addition, that Leah Goldberg was also a scholar of literature and from 1952 professor of Russian Literature at the Hebrew University in Jerusalem. Her first critical note was a review of the second book of Hebrew verse by Elisheva with the title aruzim (Verses as well as Prayer Beads, 1928). As a literary critic, Elisheva published in journals and gave surveys of the new Hebrew writers and dedicated some of her essays to Russian writers.
The aim of the present article is to show how calques of Russian metaphors and of paradigmatic literary images have served Elisheva © 2012 Koninklijke Brill NV ISBN 978 90 04 22714 9 and Goldberg as a means to enrich the imagery of Hebrew prose and poetry. As Russian books influenced the thought and cultural concepts of both writers even during the later years of their lives and formed a considerable part of their reading, it is no surprise that they felt the poverty of Hebrew linguistic imagery on the one hand, and, on the other, the abundance of the same imagery in Russian literature. This awareness made them enrich the Hebrew of their own works with calques of Russian phrases, poetic lines and images.
In her novel Losses, Leah Goldberg refers twice to the dependence of her literary work upon her own reading. In the first case, she explains the choice of unusual metaphors to describe the hair of her heroine, a metaphor which becomes a leitmotiv throughout the whole novel. Antonia is introduced as 'A girl with copper hair-it was heavy copper, like the helmet on the head of a soldier, like the glimmering bowl which crowned the head of Don Quixote.' 5 The reference to Cervantes aims at neutralizing, it would seem, the strange epithet 'copper bowl' ('gigit ha-ne oshet' ). The second example is a metapoetical com mentary on the description of the landscape: 'It was the morning and a boat was swimming in it, just like in an old Japanese poem.' 6 Goldberg stresses, as it were, that literary images move from one literature to another, and that this inevitable transplantation enrichesif it is successful-the receiving literature.
A similar phenomenon can be observed in Elisheva's novel Alleys: Liudmila Vibin and Valentin Kravtsov, a worker of the Narkompros, call the main hero, the Jew Daniel Roiter, 'Peter Shlemil', referring to Adelbert von Chamisso's novel: 'It is the same with you: you are wandering between us, as if you are looking for something but you do not find yourself a place'. 7 The narrator also compares the decadent Vitkovskii and the poetess Vibin to Pierrot and Columbine in Alexander Blok's Little Fairground Booth (Balaganchik). 8 I will now turn to the examples, which I have divided into several groups. The first group presents calques of lingual metaphors and phraseology. Here, a combi nation of words which has become banal in Russian regains its original vividness in Hebrew. The process of translation achieves the 'defamiliarization' ('ostranenie' ) which Viktor © 2012 Koninklijke Brill NV ISBN 978 90 04 22714 9
Shklovskii described in 1919. The phenomenon can be widely observed and includes some curious cases. The biblical word ' ermesh' designates a scythe, which became-under the influence of the context-in the Russian synodic translation a sickle ('kak poiavitsia serp na zhatve'; Gen. 16:9); it inspired Bialik to create the calque 'the sickle of the moon' (' ermesh ha-yarea ,' 'Mondsichel' in German). 9 The poet certainly knew that ' ermesh' in European iconography is an attribute of Death, it means a tool with a long handle, a scythe, but, it would seem, the euphony of the new expression was stronger than the literal sense of the tanakhic word. Elisheva took up this tradition and created her own image: 'a golden sickle on the silver field-rose the spring moon' (' ermesh zahav bi-sde ha-kesef-alah yerea ha-aviv' ). 10 Another, more fruitful, innovation by Bialik was the transfer of verbs from the semantic field 'pouring' onto the substance of light, i.e. the calque of lingual metaphors which already existed in Russian. Among Bialik's poetical meta phors are verb forms which are borrowed from the Bible and preserve the memory of their literal use referring to liquids, especially to water. In the psalms we read (I give a literal translation): 'I entered the depth of the waters and the maelstrom drowned me' ('ba ti be-ma ama ei mayim ve-shibolet shtafatni' (Ps. 68:3); Bialik writes: 'the light drowned me' ('shtafatni ha-orah' ). This poem, The Morning Sprites (Tsafririm)-the first of the poems written in Odessa in the summer of 1900-explains to the reader the turn to a new context: 'in the liquid light that emanated, flowing on my back' ('be-orah nozelet ha-shofa at, shofa at al-gabi' ). Bialik paints the morning sunlight and nature in a positive tone, unlike religious tradition and educational literature; 11 the satanic devils ('tsafririm' ) of dawn ('tsfira' ) thus turned into lovely, playful spirits. Bialik sees their play in everything that sparkles and reflects the light and he calls upon them: 'Make me clean, wash me . . . ' Bialik develops the theme of magical creatures of light in the poem Zohar (translated by Vladimir Jabotinsky into Russian as Zori in February 1901); the title is identical with the title of the most important work of Jewish mysticism. On creatures of light (which Jabotinsky translated as 'maliutki-luchi solnechnogo sveta', i.e. 'little rays of sunlight' ) the poet says: 'They passed by, swimming in sunlight on their way to the water and to the field.' The poem continues and expands the new use of the 'liquid verbs' and their derivatives in the description of light. Modern Hebrew, whose speakers had, to a great extent, a Russian linguistic background, adapted Bialik's innovations; the repeated use of these innovations made them soon lose their metaphorical tone, as is the case in Russian.
It is no surprise that Elisheva and Leah Goldberg use widely expressions which can be counted as calques from the Russian. The examples in Elisheva's novel Alleys are innumerable; the three following examples can be found within a few pages: 'flows of light broke out ('zirmei ha-or partsu ha-utsah' ), 12 'the lamp shed 13 a white light' ('ha-menorah yats ah or lavan' ), 14 'a garden, that was drowned in sunrays' ('gan shetuf arnei-shemesh' ). 15 More examples can be found in Elisheva's poems: 'the light of the rays / drowned everything' (' or arnayim / shataf ha-kol' ). 16 In the last two examples, Elisheva uses the same verb 'shataf', which in the psalm refers to water and which Bialik had used, for the first time, in reference to rays of light.
Calques of Lingual Metaphors and Phraseology
1. 'The seagull with white wings'-the Russian epithet 'belokrylaia' becomes in Elisheva's poem a poetic image: 'bat-she afim tse oratknafaim.' 17 Here the Russian compound adjective is replaced by two words, but the hyphen stresses their close connection. her from the darkness of the corners' ('ha-balahot ha-atidot . . . lize ol eleiha mi-eshkat ha-pinot' ). 'This moving novel, after the reading of which sad and important thoughts crowd into the mind' ('povest' trogatel'naia, po prochtenii kotoroi v golovu nevol'no tesniatsia mysli grustnye i vazhnye' ). 22 Elisheva calqued the expression (possibly changing the grammatical usage of the verb in terms of governing the noun which follows, to the one which is used today: she uses the prepositional 'v golove' instead of the accusative 'v golovu', though the difference is not visible in Hebrew): 'his thoughts which crowded tightly in his head and contradicted each other' ('ma shevotav ha-nid a ot be-ro sho ve-ha-sotrot zo et zo' ).
23
In modern Hebrew, the verb 'nid ak' gained the meaning 'to suppress' and is used in psychology; therefore the modern reader who is not familiar with the Russian phrase will misunderstand Elisheva's sentence or not understand it at all. 24 19 Elisheva, Simta ot, p. 64. 20 5. Leah Goldberg uses the idiom 'the little sun-hare' ('solnechnyi zaichik' ), i.e. 'a reflection of a sunbeam' and writes: 'the small she-sunhare who was lying on the threshold was trodden by her broad boot' (' arnevet ha-shemesh ha-tanah, ha-na ah al saf ha-delet, nidresah be-na alah ha-re avah' ). 25 This seems to be an unlucky calque because even with a rich imagination it is difficult to understand the meaning of the Hebrew phrase without knowing the Russian idiom.
6. Leah Goldberg introduced the idiom 'the stamp of poverty' ('pechat' bed nosti' ): 'the stamp of poverty which sticks forever' (' otemet ha-oni she-lo tima e le-olam' ). 26 Here it is not only the idiom which is calqued but also the related verb 'to wipe off what is written' ('stirat' napisannoe' ).
7. Goldberg uses the epithet 'angular' more than once for the description of thin teenage girls; this suggests that it was used in her family where Leah was called 'uglovataia' ('angular' ). In Russian, the epithet contains a hint of the contours of a not yet formed stature (of a figure not rounded or smooth enough with sharp angles sticking out), as well as to a slight clumsiness. Goldberg creates the adjective 'mezu at' from the noun 'za it' ('angle' ) and writes: 'Kron tried to imagine this tall person with the child on his angular hands ('be-zero ot mezu atot' ) 27 and her sharp, angular elbows' ('marpe eiha ha-adim, ha-mezu atim' ). 28 8. Goldberg calques the epithet 'restrained' ('sderzhannyi' ) referring to a human character and transforms it into the hardly understandable 'ha-ish ha-otser,' meaning 'a restrained person'. 29 The word ' otser' in Hebrew means 'to stop a movement'. The Russian verb is used in the expressions 'to restrain the horses' ('priderzhat' konei' ), 'he did not hold the sledge and it slid' ('ne uderzhal sani, i oni pokatilis' '), as well as in the phrase 'restrain your emotions' ('sderzhivai svoi emotsii' ). In these expressions, the semantics of 'to stop a movement' is used in a direct and in a metaphorical sense (in the realm of emotions). If we try to understand the meaning of the Hebrew word from the Russian root 'derzhat'', the logic of Goldberg's expression becomes clear. It seems, though, that Hebrew did not adapt her calque 'to stop = to restrain'. © 2012 Koninklijke Brill NV ISBN 978 90 04 22714 9 9. Goldberg transforms the expression 'a cloudless morning' ('bezoblachnoe utro' ) into the ex pression 'a morning of no clouds' ('bo er lo avot a ad' ) 30 which sounds somewhat awkward and is difficult to understand. This is one example for the difficulties which appear in connection with the lack of Hebrew equivalents for Russian words with the negative prefixes 'ne-' (as 'un-' in English) or 'bez-' (as '-less' in English). The morphological unity therefore has to be abandoned: 'neponiatnyi' becomes in Hebrew 'not possible for understanding' ('lo nitan le-havana' ), 'bezoblachnoe,' becomes 'without clouds' ('lelo ananim' or 'lelo avot' ).
10. Goldberg calques the idiom 'bez piati minut' ('without five minutes' ) which means 'almost' and writes: 'He is almost a hero' ('bli amishah rega im gibor' ).
31
11. The geo-political terms in Goldberg's novel sound Russian: 'Near and Far East' ('ha-mizra ha-arov ve-ha-ra o ' ), 32 whereas in normative Hebrew the Western term 'the Middle East' is used ('hamizra ha-ti on' ).
Calques of Paradigmatic Poetic Images
By paradigmatic poetic images I mean not fragments from Russian verse but such images which are a part of the speech of any Russian speaker since his school days, and also fragments of songs and romances (I refer here to the education in a Russian secondary school at the end of the nineteenth and in the early twentieth centuries).
1. Alexander Pushkin: 'Liubliu ia pyshnoe prirody uviadan'e, / v bagrets i zoloto odetye lesa' 33 ('I like the lavish withering of nature, / The gold and scarlet raiment of the woods' ) from the poem Autumn (Osen', 1833). In one of Elisheva's stories we read: 'the groves in the surroundings of the city, in the extravagance of their best autumn dress, embroidered with gold and scarlet' ('ha-urshot she-misaviv la-ir, kulan be-meitav malbushan ha-sta i, meru am zahav ve-shani' ). friends after a certain period of time and says: 'And you have, as I see, still the same landscape and the same song' (' oto ha-nof ve-oto ha-zemer' ). 50 Both Griboedov and Pushkin aimed to show the invariability and the stagnation of society life; the very same idea made Goldberg use the construction-even though she is speaking about the German cultural elite which ignored the changes that began to appear in Germany in 1932.
The Creation of New Images within the Frame of a Paradigm of the Poetic Russian Language
In her book This opposition was inherited from the times of the Haskala. For Leah Goldberg, the Hebrew language was not the language of divine revelation but one of the human languages and as such subject to the rules of grammar and to historical development. The lack of a substantial knowledge of the classical Hebrew sources stimulated Elisheva's and Goldberg's linguistic creativity. Both poets felt sharply the lack of imagery in the reborn Hebrew language; their cultural consciousness, though, was drawn towards a poetization of their medium, in prose as well as in poetry. As they did not master the treasures of the traditional Hebrew education, they aimed-and it is difficult to decide whether this happened consciously-to enrich their works with images which were adapted from spoken or written Russian. Elisheva was extremely successful whereas many of Leah Goldberg's calques remained incomprehensible or are perceived as awkward. This might be the reason-besides the decline of her adolescent enthusiasm for Russian symbolism and the symbolist poetry of Abraham Shlonskywhy, in the 1940s, Leah Goldberg began to create her own poetic and thoroughly individual language of poetic images; in this period, the Russian subtext becomes increasingly rare.
On the basis of the examples from Elisheva's and Goldberg's works, we can conclude that the Hebrew of their poetry and prose became something like a textual diaspora for Russian poetic images. 75 This state of diaspora caused Russian idioms and paradigmatic poetic lines to be dressed in a Hebrew gown. In many cases not only did they survive in an antiquated Hebrew style but also received a new life. The inhabitants of Erets Israel began to use them in written and oral speech, especially those who were familiar with Russian and therefore sensitive to the coincidence of images. Though it is difficult today to point out the first appearance of many Hebrew calques and images 74 Goldberg, Avedot, p. 130. 75 A similar phenomenon occurred during the Middle Ages when the Hebrew poets of the so-called Mauritanian school adapted canonical metaphors from Arabic verse, and, translating them into Hebrew, introduced them into their poems which were not meant for prayer. Cf. Ieguda Galevi [Yehuda Halevi], Pesni Siona, translated by Sh. Krol, afterword by Zoya Kopelman (Moscow: Ladomir, 2011).
